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Side 1 
SIX SONGS 

FOR VOICE AND PIANO, Op. 3 (p.d.-i2:4«) 

1. Wie Georg von Frundsberg von sich selber sang 
(Donald Gramm, Bass-Baritone) 

2. Die Aufgeregten 
3. Warnung 
4. Hochzeitslied 

5. GeiibtesHerz 
6. Freihold 

TWO BALLADS 
FOR VOICE AND PIANO, Op. 12 (BMI—11:46) 

1. Jane Grey 

2. Der verlorene Haufen (Cornells Opthof, Baritone) 

THREE SONGS 
FOR VOICE AND PIANO, Op. 48 (bmi-s so) 

1. Sommermiid 
2. Tot 

3. Madchenlied 

Side 2 
TWO SONGS 

FOR VOICE AND PIANO, Op. 14 (BMI—5:31) 

1. Ich darf nicht dankend 
2. In diesen Wintertagen 

TWO SONGS 
FOR VOICE AND PIANO, Op. Posth. (BMI—3:55) 

1. Gedenken 
2. AmStrande 

EIGHT SONGS 
FOR VOICE AND PIANO, Op. 6 (p.d.-20=39) 

1. Traumleben 
2. Alles 
3. Madchenlied 
4. Verlassen 
5. Ghasel 

6. AmWegrand 
7. Lockung 
8. Der Wanderer 

By using the art of music to express his emotions, 

Schoenberg reflected the tradition of 19th-century Ro¬ 
manticism. "I write what I feel in my heart, and what 
finally comes on paper is what first coursed through every 

fiber of my body. A work of art can achieve no finer 
effect than when it transmits to the beholder the emo¬ 

tions that raged in the creator in such a way that they 
rage and storm also in him." Again and again he espoused 

the Romantic cause. "I warn you of the danger lurking 
in the die-hard reaction against Romanticism. The old 
Romanticism is dead; long live the new!" 

The emotional and visionary elements in Schoenberg's 
personality were combined, however, with a strong taste 

for abstract speculation and intellectual discipline. He 

had the true German reverence for "the idea." Music to 
him was "not another amusement, but a presentation of 
musical ideas." For all his passions, he was an intellectual. 
"It is really only in the mental realm—where musical 
thought must be rich in variety—that an artistic expres¬ 
sion is possible." His aim, above all, was "to join ideas 

with ideas." Here, then, is the dual nature of Schoen¬ 
berg's music: a hyperexpressive content (descended from 
the turbulently chromatic idiom of Tristan) controlled by 

as rigidly intellectual a system of formal procedures as 
any artist ever devised.... 

In the public mind, the Schoenberg revolution has 
come to be associated with the term "atonality"—mean¬ 
ing "rejection of key." Schoenberg himself, however, 
deplored the use of this word. For him, it had another 
meaning: "Atonal" can only signify something that does 
not correspond to the nature of tone. A piece of music 
will necessarily always be tonal insofar as a relation exists 
from tone to tone." 

Despite his objections, "atonality" took root, for to 
most people it summed up the principal points of his mu¬ 
sical philosophy. Yet, in the Schoenbergian canon, it went 

hand in hand with other significant innovations. He 
restored counterpoint to the position of eminence it had 
lost in the 19th century, and he liberated dissonance by 

removing the distinction drawn in traditional harmony 
between the dissonant chord and the consonant. For the 
unifying power of tonality, he substituted a technique 
based on the perpetual variation of the motive, thereby 

achieving an unprecedented unity of structure and de¬ 
sign. These developments, which reached their culmina¬ 
tion years later in his lecture "Method of Composing 
With Twelve Tones" (1934), were already beginning to 
be felt in the works that ushered in Schoenberg's second, 
or atonal-expressionist, period. 

—Excerpted from notes by Joseph Machlis that 
originally appeared in M2L 336 (The Music of 
Arnold Schoenberg, Vol. 4) 

THE SONGS 

Six Songs, Op. 3, Eight Songs, Op. 6, Two Ballads, Op. 
12, and Two Songs, Op. 14, belong to Schoenberg's first, 
or tonal, period. Joseph Rufer has pointed out that, "Even 
in Op. 12 and Op. 14, the tonality becomes so extended 
and unstable that already here the transition to a com¬ 

plete abandonment of tonal connection appears to be 
prepared in distinguishable form." Schoenberg himself 
identified Op. 12 as the immediate forerunner of the 
Second Quartet in F-Sharp Minor, Op. 10, which forms 
the transition to his second, non-tonal, period, while Op. 
14 has been called the first decisive step toward the non- 
tonal style of the 15 songs that comprise "The Book of the 

Hanging Gardens" (see Complete Songs, Vol. I), both of 
which date from 1908. "I have for the first time succeeded 
in coming nearer to an ideal of expression and form than 
I have had in mind for some years," Schoenberg wrote 
then. "Now that I have definitively entered on this path. 
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I am aware that I have broken through all the barriers of 
a former aesthetic." 

Three Songs, Op. 48, belong to the composer's third, 
or twelve-tone, period, and were composed in 1933, but 
were evidently forgotten by the composer during his 

years of settling into a new life in the United States. They 
are the only songs with piano accompaniment that 
Schoenberg produced after "The Book of the Hanging 
Gardens"—a time span of 25 years. Of this third period, 
Schoenberg wrote: "Through it, I am completely in the 

position of being able to compose as unhesistatingly and 
imaginatively as one only does in one's youth, and yet I 
remain under a precisely definable aesthetic control." 

"Gedenken," the first of the Two Songs, Op. Posth., 

was found in 1962 among the papers of the conductor 
Heinrich Jalowez, who had been one of Schoenberg's first 
pupils. "Am Strande" was found among Schoenberg's 
papers, after his death, and is dated February 8, 1909. It 
bears a pencil notation by the composer: "This song was 
written before the George-Lieder (Op. 15), at the same 
time as Op. 14-" However, since Op. 14 was written 

in 1907-1908 and "Hanging Gardens" in 1908, there is an 
obvious contradiction. 

Texts of the poems are drawn from both classical. 
Romantic and modern sources. Although Schoenberg 
wrote the texts of his major vocal works, such as "Moses 
und Aron," "Die Jakobsleiter," and "Die gliickliche 

Hand," as well as most of his other choral compositions, 
he turned to the words of others for the songs for voice 
and piano. Texts are of a philosophical or lyrical na¬ 

ture and were generally of personal significance to the 
composer. 
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Also available: 
Schoenberg: Complete Songs for Voice and Piano, Vol. 1 (Donald 
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2. TWO SONGS FOR VOICE AND PIANO, Op. Posth. 
1. Gedenken 2. Am Strande 

3. EIGHT SONGS FOR VOICE AND PIANO, Op. 6 
1. Traumleben 

3. M^dchenlied 
4. Verlassen 
5. Ghasel 
6. Am Wegrand 
7. Lockung 
8. Der Wanderer 


